earnest. She then uses these characteristics to analyse four case studies of literary middlebrowness at work: Oprah's Book Club, the Harry Potter phenomenon, the Man Booker Prize and (Australian) book festivals.
Driscoll's methodology is productively diverse. Her primary research material includes tweets, newspaper reviews, satisfaction surveys, Facebook pages, online reading discussion boards, correspondence from archives and even betting. As for secondary material, sociologist Pierre Bourdieu's work on cultural capital and the hierarchy of taste is foundational but Driscoll also incorporates a wide range of scholarship from adolescent literacy, cultural studies, literary history and media studies. Exhaustively researched, Driscoll's book both intervenes in general debates about the middlebrow and adds to the specific scholarly traditions that frame her case studies, which have been chosen to give a detailed and thoughtful overview of the 'new literary middlebrow'.
The first chapter discusses the many iterations of Oprah's Book Club (OBC), placing it in the broader context of women's book clubs and women's culture. Indeed, for a book that begins by establishing an illuminating rubric for understanding the 'new literary middlebrow', it is remarkable how often the case studies references qualities that do not appear in the initial list of defining characteristics. In addition to the eight qualities posted at the outset, the middlebrow is also 'flexible', 'global', 'technological' and 'reverential of literary classics'. I don't mean to criticise this expanded list; it is to Driscoll's credit that she knows the full range of issues and complexities in middlebrow studies. However, she nonetheless tends to makes definitive statements about the nature of the middlebrow that contradict something asserted previously about the middlebrow, not just in the introduction but sometimes earlier in the same chapter. Prize is as much a media whore as Oprah's Book Club. In this sense the implication of Driscoll's book is radical: the 'new literary middlebrow' has always encompassed 'the literary' howsoever the tastemakers that police the latter wish to distance themselves from the former.
Driscoll is a media studies scholar, not a literary critic, so it isn't surprisingly that she isn't as interested in the contested nature of the literary as I am.
Nonetheless, her reliance on a faux--stable notion of the 'literary' is surprising in a book that sees 'flexibility', not purity, as a defining characteristic of the field. The repeated invocation of the 'literary' as if it were a known entity mutes the broader intention of the book, particular in the case studies which lack the clarity of the afterword in which Driscoll finally takes the gloves off. It is worth quoting her final paragraph in full:
This study has not just described the new literary middlebrow, but 
